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FRANCESCO SALVIATI AND THE MARKGRAFEN' CHAPEL IN 
S. MARIA DELL'ANIMA 
by Alessandro Nova 
The history of the ' Markgrafen ' Chapel in S. Maria dell'Anima in Rome — also known 
as the Chapel of the Centurion or the Chapel of the Cross — is both easy to follow and in­
tricate at the same time. On the one hand, the original documents preserved in the archives 
of the church give a full account of the negotiations between the brotherhood and the pain­
ter Francesco Salviati; on the other hand, this documentary evidence must be read and 
interpreted with care.1 
The scholars who have recently paid attention to this chapel postdated the completion 
of the altarpiece, because they followed the summary of the documents given by the ear­
liest guides of the church written by Schmidlin and Lohninger in 1906 and in 1909 respec­
tively. The purpose of this paper is to demonstrate through the available sources that Sal­
viati finished this cycle of frescoes and the altarpiece 2 by 13th August 1550, and to emend 
the many slips and mistakes one can find in the old and recent literature. 
* * * 
The ' Markgrafen ' Chapel and its altar were consecrated on 2 3 r d November 1 5 1 0 . 3 It 
is not clear if the date 1 5 1 5 , placed above the Resurrection (Fig. 1 ) , points to the year in 
which the building of the chapel was begun, as it is generally believed, or when it was carried 
out, as I should prefer to think. In any case, the iconographic programme was certainly 
planned as early as 1513. In that year Johann Albrecht of Brandenburg, the patron of the 
chapel, was appointed Bishop of Halberstadt and Archbishop of Magdeburg. The two saints 
placed in the niches flanking the Resurrection are, on the spectator's right, St. Stephen 
(Fig. 2), the patron saint of Halberstadt Cathedral, and on the left, St. Mauritius 
(Fig. 3), the patron saint of Magdeburg Cathedral. One year later, in 1514, Uriel von 
Gemmingen, the Archbishop of Mainz, died. Thanks to the good offices of the Emperor 
Maximilian I and, above all, to the money of Jacob Fugger, who advanced 1 0 , 0 0 0 ducats4, 
Johann Albrecht obtained the archbishopric of Mainz, which entailed the electorship. 
Yet, notwithstanding this newly won prestige, nothing in this cycle seems to celebrate 
the event.5 No doubt, the project of building the chapel and its iconographic programme 
were planned in 1513. The walling was completed two years later, but probably there was 
no money immediately available for the decoration of the chapel. Later, the 95 articles 
posted by Luther on the church doors at Wittenberg and the dramatic events of the follow­
ing years, for which the Cardinal was partly responsible, must have caused a postponement. 
Whatever the reason, we know that Quirinus Galler, the agent of the Fugger in Rome 
who was charged by Johann Albrecht with taking care of the completion of the decoration, 
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contacted several artists for this purpose as late as the early i 5 4 o s - 6 l n t h e meantime Sal-
viati, after his stay in Venice, had returned to Rome in 1541. According to Vasari, Salviati 
" se ne torno a Roma, e vi giunse l'anno 1541. Quivi posatosi alquanto, le prime opere 
che fece furono il ritratto di messer Giovanni Gaddi e quello di messer Anniballe Caro, suoi 
amicissimi: e quelli finiti, fece per la cappella de' cherici di camera nel palazzo del papa 
una molto bella tavola: e nella chiesa de' Tedeschi comincio una cappella a fresco per un 
mercante di quella nazione, . . . " ? This passage reveals that Vasari considered Galler as 
the patron of the enterprise, and also indicates that Salviati began the work only towards 
the end of 1541 or even later. This was one of the most gloomy periods in the life of the mel-
ancholic artist. He was the court painter of Pierluigi Farnese, but the relationship with 
his patron was so stormy that Francesco was even arrested.8 This great offence must have 
been particularly humiliating for his proud temperament and induced him to leave Rome; 
moreover, Galler having died in 1543, Salviati did not feel under an obligation to anybody, 
and left the city. This is an interesting detail, as the patron was still alive.9 The first phase 
of the decoration was not very prolific: as demonstrated by Iris Cheney, the artist painted 
only the Pentecost in the vault of the chapel, now in very poor condition, and the Christ of 
the Resurrection. In August 1543 Salviati was in Florence10, where he served Cosimo I 
for several years. 
The history of the chapel and that of the painter run parallel. Francesco, disillusioned 
by the half-hearted treatment received at the court of the Duke of Tuscany, went back to 
Rome in autumn 1548.11 Meanwhile, the members of the brotherhood, notwithstanding 
the death of Johann Albrecht of Brandenburg, decided to complete the chapel.12 In April 
1549 Josephus Cincius13 was entrusted by the brotherhood with investigating Salviati's 
desire to finish the chapel (Doc. 1). On 2nd May 1549 the artist appeared in front of the 
members and offered himself to complete the work in its entirety in four months for a fee 
of 100 'scudi'.1* On the same day, De Palude, Drolshagen, and Derp, three members of the 
brotherhood, were charged with checking that Lemmeken, the administrator, paid the 100 
' scudi ' asked by Salviati (Doc. 3). We do not know why, but two weeks later the members 
decided to give the painter '80 scutos de moneta', which were to be paid by Lemmeken, 
who had previously offered ' scutos 100 in auro ' (Doc. 4). One week later Salviati went 
back to S. Maria dell'Anima and availed himself of " many things ". Finally, a definite 
contract was signed, and Lemmeken engaged himself to give immediately 40 ' scudi ' to 
the painter and to deposit in a bank a further 40 ' scudi ' until Salviati had executed the 
work (Doc. 5). It is probable that the artist needed money, maybe for the house which he 
had just bought " vicina al palazzo del cardinale Farnese ".15 Another possibility is that 
he had found new evidence of a previous agreement, thus forcing Lemmeken to give him 
immediately a certain amount of money. 
The two parties kept silent for over a year. On 13th August 1550 Salviati left via Giulia, 
where he was living, and went to S. Maria dell'Anima. He told the members that he had 
completed the decoration, and that he would be ready to paint again those parts which 
would not appear satisfactory.16 The members were content with the work, and Lemmeken 
promised to pay the painter. The decoration was completed in its entirety and Salviati 
was no more recorded in the documents of the church. I should like to underline this detail 
because many scholars have written that Salviati painted the altarpiece only in late 1550/ 
early 155117 or even in 1557 18, either because they did not have the opportunity of reading 
the original documents, or because they were misled by the second part of our document 
number 6 (see Appendix). This document mentions that there was an altercation among 
the members of the brotherhood because the administrator outspokenly refused to pay 
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for the altar and the floor of the chapel " at least as far as the bricklayer is concerned ". 
This last statement must have given rise to an erroneous interpretation of the whole doc-
ument based on the identification of altarpiece with altar. According to this interpretation 
Lemmeken was ready to pay the painter for the altarpiece but not the mason for the altar 
itself. This reading, however, is in conflict with the first part of the document, in which Sal-
viati clearly affirms to have finished his work; but there is no contradiction if we interpret 
that Lemmeken was ready to pay for the materials and not for the actual work of the brick-
layer. He had received from Quirinus Galler only a certain amount of money, of which he 
was ready to show the receipts, but the administrator did not want to pay anything more. 
We do not know from the documentary evidence what exactly happened, but it is clear 
from our document number 7 (see Appendix) that part of the money disappeared; this fact 
provoked mutual accusations among the members of the brotherhood. It is not surprising 
inasmuch as both Galler and Johann Albrecht had died many years before. The documents 
tell us that Joachim de Latorff, ' canonicus Magdeburgensis '19 and future administrator 
of the brotherhood, read some letters of the Cardinal; Lemmeken exhibited his receipts; 
and also Salviati had " many things " and coupons to show. We do not know where the 
money destined for the chapel ended up, but we know that Gaspar de Morcho, the bricklayer, 
was paid with the money of the hospital of the brotherhood. 
Thanks to the available sources we can state with certainty that the altar and the floor 
were finished by 22nd September 1550 (see Doc. 7), and that Salviati had completed his 
work in the August of the same year. 
* * * 
Another kind of documentary evidence concerning the chapel is made up of preparatory 
drawings. Unfortunately, they are as difficult to read and interpret as the written sources. 
The most intricate problem concerns the Resurrection (Fig. 1). It is possible to connect 
with this fresco at least three drawings preserved in three different private collections 20, 
even if none of them precisely corresponds with the composition painted by Salviati. 
The study in the Ian Woodner Collection was surely designed for a chisel work, but the 
soldier at the right bottom of the sheet was reused by the artist in the fresco of S. Maria 
dell'Anima. The other two drawings were certainly executed for the ' Markgrafen ' Chapel.21 
Chronologically, the first was the one preserved in a private collection in Paris.22 As noticed 
by Catherine Monbeig-Goguel this is a preparatory drawing. Salviati must have been dis-
satisfied by this first solution, and he invented a new scheme, the drawing in the Clifford 
Collection. We can tentatively reconstruct what really happened. The drawing in the 
French collection must have been the first idea of Salviati, soon after abandoned in favour 
of the Clifford version. The artist painted the Christ according to the second drawing, 
but we know that he left off the work at this point. Salviati probably intended to leave Rome 
for good: at that time he could not know that the young Pierluigi Farnese, his persecutor, 
would be killed only four years later. This could be a reason why in Florence Francesco 
felt free to partly reuse the drawings destined for S. Maria dell'Anima in the cartoon of the 
tapestry representing a Resurrection executed for the Cardinal of Ravenna.23 The idea of 
the soldier protecting himself with the shield at the right bottom corner of the Clifford 
drawing was a source of inspiration for the two soldiers at the foot of the Christ in the 
tapestry: in turn, the Faith woven on the border of the tapestry was reused by Salviati 
as a model for the Faith flanking the portrait of Quirinus Galler (Fig. 4). 
When six years later he was commissioned to carry out the work in S. Maria deH'Anima, 
Francesco went back to his first idea for the soldiers on the left of the fresco, while the other 
one in the foreground was derived, even if inverted, from the Ian Woodner drawing. The 
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L o u v r e . 
so ld i e r i n t h e r i g h t b a c k g r o u n d is i n s t e a d a reverse c o p y of t h e N i g h t of t h e M e d i c i T o m b s 
t h a t S a l v i a t i c o u l d h a v e s t u d i e d a t ease d u r i n g h i s l o n g s t a y i n F l o r e n c e . 
T h e re su l t of t h i s ' pastiche ' is u n s a t i s f a c t o r y a n d c e r t a i n l y u n w o r t h y o f s u c h a t a l e n t e d 
a r t i s t a s S a l v i a t i . N o t w i t h s t a n d i n g t h e u n e v e n q u a l i t y o f t h i s f resco , w h i c h is a l so h e a v i l y 
r e s t o r e d , i t s h i s t o r y is o f c o n s i d e r a b l e i n te res t . I t tes t i f ies t o t h e w o r k i n g m e t h o d o f t h e 
p a i n t e r , w h o w a s a c c u s t o m e d t o u t i l i z e h i s d r a w i n g s for d i f f e ren t w o r k s of a r t . T h i s i s a l s o 
t r u e f o r t h e d r a w i n g i n t h e B i b l i o t e c a R e a l e i n T u r i n r e l a t e d t o t h e d e a d C h r i s t o f t h e Pieta 
i n S . M a r i a d e l l ' A n i m a 2 * , a n d f o r t h e o n e r e p r e s e n t i n g a d r a p e d f e m a l e f igure i n t h e L o u v r e 
(F ig . 8) . T h e l a s t o n e w a s t e n t a t i v e l y c o n n e c t e d w i t h t h e C h a r i t y f l a n k i n g S t . J o h n t h e 
A l m o n e r (F ig . 2).25 T h e r e is n o d o u b t t h a t e i ther t h e d r a w i n g i n t h e L o u v r e w a s r e u s e d b y 
C e c c h i n o , o r t h a t a l o s t s t u d y f o r S. M a r i a d e l l ' A n i m a w a s t h e s t a r t i n g p o i n t f o r t h e shee t 
i n t h e L o u v r e , b u t i t is o b v i o u s l y n o t a p r e p a r a t o r y d r a w i n g f o r t h e a l l egor i ca l figure i n S. 
M a r i a d e l l ' A n i m a , b e c a u s e t h i s h i g h l y finished d r a w i n g s i m p l y d o e s n o t r e p r e s e n t a C h a r i t y . 
T h e s e r e f l e c t i ons o n h i s w o r k i n g m e t h o d are n e c e s s a r y t o i n t r o d u c e a n e w d r a w i n g i n t o 
t h e h i s t o r y of t h e c h a p e l . T h e ' Study of a soldier ' i n t h e L o u v r e (F ig . 6 ) 2 6 c a n b e c o n n e c t e d 
w i t h t h e S t . M a u r i t i u s (F ig . 7) i n m o r e t h a n o n e re spec t . T h i s i s a t y p i c a l d r a w i n g f r o m t h e 
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mature period of the artist and must be dated around 1550 when Salviati seems to have 
been influenced by the young Tibaldi.27 Moreover, the soldier is looking upwards, just as 
St. Mauritius, who is staring at the Resurrection. Notwithstanding these positive obser-
vations, it is impossible to consider it a preparatory drawing. It is not my purpose to add 
a new drawing to the ' corpus ' of S. Maria dell'Anima, but to show that we do not know any 
preparatory study related to these frescoes, except for the two drawings, belonging to the 
first phase of the decoration, connected with the Resurrection. 
Instead the thesis advanced by Harprath, according to which Salviati was accustomed 
to make the best of the same drawing for different iconographic purposes, is reinforced. This 
fact is remarkable, because it could explain why scholars are not able to find any prepara-
tory drawing for the most important commission carried out by Salviati in Rome, the 
history of David in the Palazzo Ricci-Sacchetti.28 
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It is also necessary to clear up the iconography of the chapel. Vasari is responsible for 
many slips, partly rectified and partly worsened by old and recent contributions. After 
having described the Pentecost and the Resurrection, he thus continues: " D a una banda 
(Salviati) fece Santo Stefano e dall'altra San Giorgio in due nicchie; da basso fece San Gio-
vanni Limosinario che da la limosina a un poverello nudo, ed ha accanto la Carita; e dal-
l'altro lato Santo Alberto, frate carmelitano, in mezzo alia Loica ed alia Prudenza; e nella 
tavola grande fece ultimamente a fresco Cristo morto, con le Marie ",29 As told by Vasari, 
Salviati painted on the right wall St. Stephen and St. John the Almoner (Fig. 2), the latter 
hinting at the first name of the patron.30 It is worth noting that the naked beggar and the 
Charity flanking St. John must be intended as attributes related to the saint, like the women 
flanking St. Albert on the other side. On the left wall of the chapel Francesco frescoed St. 
Mauritius 31 and St. Albert the Carmelite (Fig. 3) hinting at the second name of the Cardinal. 
The latter saint is characterized by his typical attribute, a crucifix between two lilies.32 
St. Albert is flanked by two allegorical figures: a female devil 33 and an image of purity. 
The devil at the foot of St. Albert is a symbol of female vanity. In fact, as the beggar 
is complementary to Charity, so the female devil is complementary to the other allegorical 
figure. Since Vasari, she was identified as Prudence 34, but she represents Pudency ( P U D I -
C I T I A ) as indicated by the tortoise placed on her head and by her veiled face suggesting an 
image of chastity and purity.35 
The skulls, the bones, the putti holding palms of martyrdom and burning candles, allud-
ing to the transience of life, are all well suited symbols for a funerary chapel. 
There is also uncertainty as regards the identities of the two oval portraits painted at 
the bottom of the lateral walls (Figs. 4, 9). In this case, however, nearly all scholars think 
that on the left-hand side Salviati painted a portrait of Quirinus Galler flanked by Faith 
and Hope, while on the other wall he depicted Lemmeken flanked by Justice and Charity. 
The young man is certainly Galler. He played a great role in the history of the chapel. 
Even Vasari considered him the patron of the enterprise. Moreover, this could explain why 
this painting lacks the character of a portrait: Galler, when Salviati painted this oval, had 
died seven years before; therefore, Francesco must have painted a portrait based on his 
memory. 
The portrait on the right, rather than being Lemmeken, who cut a poor figure during this 
story, could represent Joachim de Latorff, canon of Magdeburg.36 On the other hand, one 
must admit that the part played by Lemmeken was very important, and that the possibi-
lity that we are looking at his portrait cannot be disregarded. 
* * * 
The ' Markgrafen ' Chapel is certainly a minor work in the oenvre of Salviati, at least 
qualitatively speaking; but we have to take into account the narrowness of this very tall 
chapel, the unfavourable light, and the bad restorations. 
The overall result is not exciting, but single passages, like the marvellous head of St. 
Joseph of Arimathea (Fig. 10), St. John the Almoner, and St. Albert are all of a very high 
quality, even if in a sorry state. 
The critical intelligence of Vasari has already pointed out the most remarkable aspect 
of this work, noticing how the soldiers asleep around the sepulchre " scortano con gagliarda 
e bella maniera " (Fig. 1). Our photograph is unfortunately taken from an angle which 
eliminates the effect created by foreshortening. In actuality the bodies of the soldiers in the 
foreground create two converging diagonals, like two threatical wings, leading the observer's 
eye towards the crux of the representation. The large, too large, limbs of the soldiers are 
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placed at a distance of circa five metres from the observer's eye. This distance further 
increases if one kneels down on the step of the chapel: only in this way does the foreshort-
ening acquire a correct proportion. Given such a narrow space, a lowering of circa 50 cm. 
involves a considerable optical change, giving to the fresco more realistic proportions. 
Salviati determined a very low point of observation. This choice forces the observer 
to kneel down, thus imparting to the Christ a sensation of lightness and ascent. It empha-
sizes the devotional character of the fresco, also expressed by the pincers and bloodstained 
nails placed on purpose in the foreground of the Pietd (Fig. 5) . 
Salviati preferred great decorative cycles to altarpieces; however the Pietd is one of his 
best achievements in this field and one of his major contributions to the development of 
devotional art of the Renaissance. 
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APPEXDIX 
1 wish to thank Franz Wasner, the rector of S. Maria dell'Anima, who was kind enough to allow me to 
check and transcribe the original documents in the archives of the church. 
A l l t h e d o c u m e n t s a r e i n t h e b o o k w i t h t h e p r e s s m a r k ' D e c r e t . F I ' i n t h e A r c h i v e s of S. M a r i a d e l -
l ' A n i m a , R o m e . 
D o c u m e n t N o . i ( p a g e 27) 
D i e m a r t i s * a p r i l i s 1549 , c o n g r e g a t i o 
D e p u t a t i o 
D o m i n i d e p u t a r u n t d o m i n u m I o s e p h u m C i n c i u m u t v e l i t i n q u i r e r e d e p i c t o r e F r a n c i s c o S a l v i a t i s q u o 
p o s s i t pe r f i c i c a p e l l a m a r c h i o n i s i l l u s t r i s s i m i e t r e v e r e n d i s s i m i a r c h i e p i s c o p i M a g d e b u r g e n s i s . 
* T h e d a y o f t h e m o n t h is n o t i n d i c a t e d . ] 
D o c u m e n t N o . 2 ( p a g e 28) 
D i e i o v i s 2 m a i i 1549 , i n c o n g r e g a t i o n e . 
D e p i c t u r a c a p e l l a e i l l u s t r i s s i m o r u m d o m i n o r u m m a r c h i o n u m B r a n d e b u r g e n s i u m . 
C o m p a r u i t c o r a m d o m i n i s d o m i n u s F r a n c i s c u s S a l v i a t i s p i c t o r , et e x h i b u i t c e d u l a m c o n t r a c t u s s u p e r 
p i c t u r a c a p e l l e i l l u s t r i s s i m o r u m d o m i n o r u m m a r c h i o n u m B r a n d e b u r g e n s i u m . C u i u s c e d u l a e r e t i n u i 
c o p i a m ; e t e x g r a t i a s p e c i a l i ( n o s t r a ? ) d o m i n u s F r a n c i s c u s o b t u l i t q u o d p r o 100 s c u t i s v e l l e t i n t o t u m 
d i c t a m c a p e l l a m p e r f i c e r e i n f r a 4 . ° ' m e n s e s e t c e t e r a , o b l i g a n d o se e t d a n d o b a n n u m . 
D o c u m e n t N o . 3 ( p a g e 28) 
D i e i o v i s 2 m a i i 1549, i n c o n g r e g a t i o n e . 
D e p u t a t i o c i r c a c a p e l l a m i l l u s t r i s s i m o r u m d o m i n o r u m m a r c h i o n u m . 
D o m i n i d e p u t a r u n t d o m i n u m I o s e p h u m C i n c i u m c o m p r o v i s o r e m , T h e o d e r i c u m d e P a l u d e , I o a n n e m 
D r o l s h a g e n e t W i l h e l m u m D e r p a d l o q u e n d u m c u m d o m i n o d o c t o r e I o a n n e L e m m e k e n a d s o l v e n d u m 
h u i u s m o d i 100 s c u t o s e t c e t e r a , s i c u t a l i a s i d e m d o m i n u s d o c t o r I o a n n e s L e m m e k e n i n p l e n a c o n g r e g a t i o n e 
o b t u l i t 100 s c u t o s e x ( s o l u t i o n e ?), l i ce t u t i r e d i t u r m a i o r e m s u m m a m a d e a m d e m c a p e l l a m h a b u e r i t a 
b o . m e . O u i r i n o G a l l e r . 
D o c u m e n t N o . 4 ( p a g e 29) 
D i e m e r c u r i i X V m a i i 1549, c o n g r e g a t i o . 
S u p e r c a p e l l a i l l u s t r i s s i m i d o m i n i m a r c h i o n i s . 
C o m p a r u i t d o m i n u s F r a n c i s c u s d e S a l v i a t i s p i c t o r c u m q u o d o m i n i c o n c l u s e r u n t n o m i n e t o t i u s C o n -
f r a t e r n i t a t i s u t p e r f i c i a t t o t u m o p u s c a p e l l e , p r o m i t t e n t e s e i d e m d o m i n o F r a n c i s c o p r o r e s i d u o 80 s c u t o s 
d e m o n e t a q u o s d o m i n u s I o a n n e s L e m m e k e n d o c t o r s o l v e r e d e b e t s i c u t a n t e a o b t u l i t s c u t o s 100 i n a u r o . * 
E t d o m i n i d e p u t a r u n t d o m i n u m I o a n n e m h o m i n i s e t T h e o d e r i c u m d e P a l u d e p r e s e n t e s et o n u s s o l i c i -
t a n d i . . . e p t a n t e s * * u t s o l i c i t e n t i p s u m d o m i n u m I o a n n e m L e m m e k e n d o c t o r c m u t s o l v a t h u i u s m o d i 
p e c u n i a m a u t d e t p i g n u s . E t i p s e F r a n c i s c u s se o b l i g e t o p u s p i c t u r e a d s o l v e r e e t t o t a l i t e r c o m p l e r e . 
* 100 g o l d e n scudi w e r e e q u i v a l e n t t o 110 scudi i n moneta. 
* * A b l o t p r e v e n t s m e f r o m r e a d i n g t h e f i r s t t w o l e t t e r s . ] 
D o c u m e n t N o . 5 ( p a g e 30) 
D i e m a r t i s 21 m a i i 1549 , c o n g r e g a t i o . 
S u p e r c a p e l l a i l l u s t r i s s i m i d o m i n i m a r c h i o n i s B r a n d e b u r g e n s i s . C o m p a r u i t d o m i n u s F r a n c i s c u s d e 
S a l v i a t i s p i c t o r q u i i n p r e s e n t i a d o m i n i l o a n n i s L e m m e k e n d o c t o r i s m u l t a a l l e g a v i t . E t t a n d e m c o n c l u -
s u m f u i t q u o d ipse d o m i n u s I o a n n e s L e m m e k e n d o c t o r d e b e r e t e x n u n c s o l v e r e 4 0 s c u t o s e t a l i a 40 d e -
p o n e r e in a l i q u o b a n c o d o n e e o p u s p i c t u r e t o t a l i t e r esset finitum. 
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D o c u m e n t N o . 6 ( p a g e 41) 
D i e m e r c u r i i 13 a u g u s t i 1550, c o n g r e g a t i o . 
S u p e r c a p e l l a i l l u s t r i s s i m o r u m m a r c h i o n u m B r a n d e b u r g e n s i u m . 
C o m p a r u i t d o m i n u s F r a n c i s c u s d e S a l v i a t i s p i c t o r d i c e n s se c o m p l e v i s s e o p u s p i c t u r e i n c a p e l l a m a r -
c h i o n u m i l l u s t r i s s i m o r u m B r a n d e b u r g e n s i u m , e t , si q u i d d e e s s e t , h o c v e l i t c o m p l e r e . E t d o m i n i i p s o 
d i m i s s o v o t a r u n t et i p s i F r a n c i s c o r e v o c a t o d i x e r u n t se esse c o n t e n t o s d e h u i u s m o d i o p e r a et p i c t u r a , 
E t d o c t o r l o a n n e s L e m m e k e n p r o m i s i t i p s u m d o m i n u m F r a n c i s c u m v e l l e r e d d e r e c o n t e n t u m p r o d i c t o 
o p e r e p i c t u r e . S e d d e r e s i d u o sc i l i ce t c i r c a a l t a r e e t p a v i m e n t u m d i u f u i t i n t e r i n f r a s c r i p t o s a l t e r c a t u m 
e t d o m i n u s d o c t o r l o a n n e s L e m m e k e n o m n i n o n e g a v i t se v e l l e p r o i l l o o p e r e s o l v e r e q u o a d m u r a t o r e m 
d u n t a x a t . O f f e r e n s se v e l l e e x h i b e r e c e d u l a s et c o m p u t u m d e h i i s q u e a d d i c t a m c a p e l l a m et o r n a t u m 
h a b u e r i t , e t e x p o s u e r i t p o s t q u a m d o m i n u s I o a c h i m d e L a t o r f f l egera t l i t t e r a s b o . m e . r e v e r e n d i s s i m i 
e t i l l u s t r i s s i m i d o m i n i I o a n n i s A l b e r t i m a r c h i o n i s a d i p s u m s c r i p t a s , sc i l i ce t , q u o d m i l l e s c u t a a u r i i n 
a u r o b o . m e . Q u i r i n o G a l l e r c o n s i g n a v e r a t a d h u i u s m o d i c a p e l l a m et o r n a t u m . 
D o c u m e n t N o . 7 ( p a g e 42V . ) 
D i e l u n a e 22 s e p t e m b r i s 1550, c o n g r e g a t i o . 
O r d i n a t i o s o l u t i o n i s p e c u n i a e p r o c a p e l l a m a r c h i o n i s B r a n d e b u r g e n s i s . 
S u b finem [sic] d i c t e c o n g r e g a t i o n i s , p o s t q u a m a l i q u i c o n f r a t r e s a b i e r u n t , c o m p a r u i t m a g i s t e r G a s p a r 
d e M o r c h o m u r a t o r , p e t e n s s ib i s o l u t i o n e m f ieri p r o o p e r e f a c t o in c a p e l l a i l l u s t r i s s i m o r u m m a r c h i o n u m 
B r a n d e b u r g e n s i u m q u i a d o m i n u s l o a n n e s L e m m e k e n d o c t o r d e n e g a r e t s o l v e r e . D o m i n i o r d i n a r u n t u t 
e g o s o l v e r e p o n e n d o a d c o m p u t u m h o s p i t a l i s u t p o s t e a poss i t r e p e t i p e c u n i a a h e o d e m d o c t o r e d o m i n o 
I o a n n e L e m m e k e n v e l q u i b u s v i s a l i i s q u i p e c u n i a m a b o . m e . l o a n n e A l b e r t o m a r c h i o n e a r c h i e p i s c o p o 
M a g d e b u r g e n s i s e t c e t e r a h a b u e r i n t p r o f a b r i c a d i c t e c a p e l l e e t c e t e r a . E t s o l v i d i e 27 s e p t e m b r i s 1550. 
{The last words after " e t c e t e r a " are written with a different ink. In fact, the bricklayer was paid fire days 
later. Five lines follow. They are probably the receipt of payment, as one reads again the date 27 September, 
but they are written by a different hand and are virtually illegible. Perhaps the writer is Caspar de Morcho 
who signs a receipt for the money received in payment. 
NOTES 
1 A l a r g e b i b l i o g r a p h y c o n c e r n s t h i s c h a p e l . H e r e f o l l o w s a l i s t o f t h e f o r e m o s t b o o k s a n d a r t i c l e s q u o t e d 
i n t h i s p a p e r : 
/. Schmidlin, G e s c h i c h t e d e r d e u t s c h e n N a t i o n a l k i r c h e i n R o m , S. M a r i a d e l l ' A n i m a , F r e i b u r g \ l e n n a 
1 9 0 6 ; / . Lohninger, S . M a r i a d e l l ' A n i m a , d i e D e u t s c h e N a t i o n a l k i r c h e m R o m , R o m e 1 9 0 9 ; / / . Voss, 
D i e M a l e r e i d e r S p a t r e n a i s s a n c e i n R o m u n d I T o r e n z , B e r l i n 1920, 2 v o l s . ; / . Cheney Hofmeister, 
F r a n c e s c o S a l v i a t i ( 1^10 -1563) , U n i v e r s i t v M i c r o f i l m s I n c . , A n n A r b o r M i c h . 1963. 4 v o l s - • R- Harp-
rath, E i n e u n e r k a n n t e Z e i c h n u n g F r a n c e s c o S a l v i a t i s z u m A l t a r b i l d d e r M a r k g r a f e n k a p e l l e i n S. 
M a r i a d e l l ' A n i m a , i n : F l o r . M i t t . , X V I I , 1973, p p . 1 5 0 - 1 6 5 ; C. Monbeig-Goguel, F r a n c e s c o S a l v i a t i 
e i l t e m a d e l l a r e s u r r e z i o n e d i C r i s t o , i n : P r o s p e t t i v a , X . 13, A p r i l 1978, p p . 7 - 2 3 ; G. hnopp II . Hans-
mann, S . M a r i a d e l l ' A n i m a . D i e D e u t s c h e N a t i o n a l k i r c h e i n R o m , M o n c h e n g l a d b a c h 1979. 
2 T h e a l t a r p i e c e is p a i n t e d i n o i l s o n t h e w a l l s u r f a c e , p r e p a r e d w i t h a l a y e r of p l a s t e r . 
3 Lohninger, o p . c i t . (see n. 1), p . 92. 
4 Roland H. Sainton, H e r e I S t a n d . A L i f e o f M a r t i n L u t h e r , L o n d o n 1951, p p . 74 -76 . 
5 T h e o n l v m e m e n t o o f t h i s a p p o i n t m e n t is t h e s m a l l s t u c c o e s c u t c h e o n of M a i n z , w h i c h d e c o r a t e s , 
t o g e t h e r w i t h t h o s e o f H a l b e r s t a d t a n d M a g d e b u r g , t h e c o r n i c e r u n n i n g j u s t b e l o w t h e v a u l t of t h e 
c h a p e l . I t is a l a t e r a d d i t i o n , l i k e t h e s t u c c o c a r d i n a l ' s h a t , w h i c h w a s a d d e d t o t h e o v e r a l l l c o n o g r a -
p h i c s c h e m e a f t e r 1518 w h e n L e o X r a i s e d J o h a n n A l b r e c h t t o t h e p u r p l e . 
6 I w a s n o t a b l e t o find t h e d o c u m e n t q u o t e d b y Lohninger ( op . c i t . > c e n . 1 , p . 92, n o t e 6) , b u t 
i t s o u n d s r e a s o n a b l e . 
7 M y i t a l i c s . Vasari - Milanesi, V I I , p . 20. 
370 A. Nova / Salviali and the ' Markgrafen ' Chapel in S. Maria dell'Anima 
8 W e k n o w th i s d e t a i l f r o m a l e t t e r of A n n i b a l e C a r o a d d r e s s e d t o S a l v i a t i a n d d a t e d 29 th F e b r u a r y 
1544; Annibale Caro, I . e t te re f a m i l i a r i , ed . A . G r e c o , F l o r e n c e 1957, PP- 294 -296 . 
9 J o h a n n A l b r e c h t d i e d o n 24th S e p t e m b e r 1545 ; Knopp Hansmann, o p . c i t . (see n. 1), p . 48. 
>» T h i s is p r o v e d b v t w o d o c u m e n t s d i s c o v e r e d b v E d w a r d H . S a n c h e z in t h e a r c h i v e s of t h e S a l v i a t i 
f a m i l y , a n d p u b l i s h e d b y Cheney Hofmeister, ' o p . c i t . (see n. 1), v o l . I V , p . 644 , A p p e n d i x , D o c s . 
12 a n d 13. 
11 W e k n o w t h a t S a l v i a t i w e n t t o R o m e t h e p r e v i o u s a u t u m n , i m m e d i a t e l y a f t e r t h e d e a t h of P e r m o 
de l Y a g a , h o p i n g t o o b t a i n t h e c o m m i s s i o n of b r i n g i n g t h e S a l a R e g i a t o a n e n d , b u t t h e P o p e 
w a s t o o b u s y a n d S a l v i a t i w a s a l r e a d y b a c k in F l o r e n c e t h e f o l l o w i n g w i n t e r . I n a u t u m n 1548 F r a n -
cesco w a s a g a i n in R o m e , s i nce a "document te l l s us t h a t h e w a s p r o p o s e d a s a m e m b e r of t h e 
Virtuosi a! Pantheon o n 14th O c t o b e r 1548. See J. A. F. Orbaan, V i r t u o s i a l P a n t h e o n : A r c h i -
v a l i s c h e Be i t r i ige z u r r i i m i s c h e n K u n s t g e s c h i c h t e , i n : R e p . f. K w i s s . , X X X Y I I (1914) . P - 2 4 -
12 T h e C a r d i n a l h a d g i v e n t o G a l l e r 1,000 scudi for t h i s p u r p o s e . A c c o r d i n g t o t h e m o s t r e c e n t g u i d e 
of t h e c h u r c h (Knopp Hansmann, op . c i t . see n. 1 , p . 49) t h e m e r c h a n t r e c e i v e d th i s m o n e y i n 
1526, b u t n o d o c u m e n t c o n f i r m s t h i s fac t . I s u s p e c t t h a t t h i s n e w s c o m e s f r o m a n e r r o n e o u s speedy-
r e a d i n g of L o h n i n g e r , w h o h a d w r i t t e n t h a t G a l l e r , en ro l l ed as m e m b e r of t h e b r o t h e r h o o d i n 1526, 
h a d r e c e i v e d 1,000 sritdi f r o m J o h a n n A l b r e c h t in o r d e r t o p a y t h e w o r k s n e c e s s a r y t o f i n i sh t h e 
c h a p e l . T h e o n l v e v i d e n c e r e l a t e d t o t h i s s u m is I Joe. 6 (see A p p e n d i x ) . 
» " A r t i u m et m e d i c i n e d o c t o r " , c f r . R o m e , A r c h i v e s o f S. M a r i a d e l l ' A n i m a , L i b e r C o n f r a t e r n i t a t i s 
B e a t a e M a n a e d e A n i m a , no . 29. l o s e f f o C i n c i o , as Y a s a r i ca l l s h i m , w a s t h e p h y s i c i a n of M a d a m a 
d ' A u s t r i a a n d t h e s o n - i n - l a w of P e r i n o de l Y a g a ( Y a s a r i - M i l a n e s i , V , p . 630) . C i n c i o w a s w e l l - e s t a b l i s h e d 
in t h e F a r n e s e e n t o u r a g e as d e m o n s t r a t e d b v t h e m a n y le t ters s e n t t o h i m b y C l a u d i o T o l o m e i 
(see C. Tolomei, D e l l e le t tere , V e n i c e 1581, c . "62r , 6 4 r , 6 8 v - 7 o r , 73v-77 r> i 3 9 r - v , 1791--180V.). H e w a s 
c h o s e n t o c o n t a c t S a l v i a t i p r o b a b l y b e c a u s e of h i s F a r n e s e c o n n e c t i o n s . 
14 See D o c . 2. " D a n d o b a n n u m " is p r o b a b l y a lega l e x p r e s s i o n . 
15 Vasari-Milanesi, Nil, p . 30. 
16 T h e v e r b desum i n d i c a t e s s o m e t h i n g n o t c o m p l e t e l y s a t i s f a c t o r y . T h i s s p e c i f i c a t i o n is n e c e s s a r y 
b e c a u s e i n t h e p a s t desum w a s i n t e r p r e t e d t o m e a n ' s o m e t h i n g l a c k i n g '. I n t h i s case t h e v e r b 
absitm w o u l d h a v e b e e n used . 
17 Cheney Hofmeister, o p . c i t . (see n . 1), p p . 227 -237 , 3 8 6 - 3 8 9 ; Harprath, o p . c i t . (see n. 1), p . 164. 
18 l o s s , op . c i t . (see n . 1), I , p . 2 3 6 ; IF . Stechow, s . v . ' S a l v i a t i , F r a n c e s c o ', i n : T h i e m e - B e c k e r , X X I X 
P- 3°5 -
19 L i b e r C o n f r a t e r n i t a t i s (see n. 13), no . 102. 
20 T h e y a r e i n a p r i v a t e c o l l e c t i o n i n Pa r i s , i n t h e I a n W o o d n e r C o l l e c t i o n i n N e w Y o r k , a n d i n t h e 
T . C l i f f o r d C o l l e c t i o n i n M a n c h e s t e r . T h e l a s t o n e w a s fo r t h e first t i m e r e l a t e d t o t h i s f r e s c o b y 
. V . Hirst (see t h e c a t a l o g u e of t h e e x h i b i t i o n ' I t a l i a n 1 6 t h - c e n t u r y D r a w i n g s f r o m B r i t i s h Co l l e c -
t i o n s '. A n e x h i b i t i o n s p o n s o r e d b v t h e E d i n b u r g h F e s t i v a l S o c i e t v a n d a r r a n g e d b y t h e S c o t t i s h 
A r t s C o u n c i l , E d i n b u r g h , 23rd A u g . - i 3 t h S e p t . 1969, n o . 76, fig. 21) . T h e d r a w i n g i n t h e W o o d n e r 
C o l l e c t i o n w a s o n c e a t t r i b u t e d t o N i c o l o d e l l ' A b a t e . I t w a s g i v e n t o S a l v i a t i b y A. Hyatt-Mayor 
( c a t a l o g u e of t h e e x h i b i t i o n ' X Y t h a n d X Y I t h C e n t u r y E u r o p e a n D r a w i n g s ' , W a s h i n g t o n D . C . , 
N a t i o n a l G a l l e r y of A r t , 1967 -68 , no . 17). T h i s a t t r i b u t i o n w a s c o n f i r m e d b y S . M. Begum ( e x h i -
b i t i o n c a t a l o g u e ' L ' E c o l e d e F o n t a i n e b l e a u , P a r i s , G r a n d P a l a i s , 1972-73 , n o . 220) . 
T h e t h r e e d r a w i n g s a re a l l p u b l i s h e d b y Monbeig-Goguel, o p . c i t . (see n . 1), f igs . 2, 15 a n d 16. 
21 A c c o r d i n g t o Monbeig-Goguel ( op . c i t . rsee n . 1", p p . 19-20) a l s o t h e T . C l i f f o rd d r a w i n g w a s e x e c u t -
ed fo r a ch ise l w o r k ; b u t t h e c o r r e s p o n d e n c e b e t w e e n t h e C h r i s t o f S. M a r i a d e l l ' A n i m a a n d t h e 
Chr i s t of t h e s h e e t is so c lose t h a t i t s e e m s t o b e d i f f i c u l t t o a c c e p t h e r r easons . 
22 I t m u s t b e d a t e d c. 1540. 
23 T h r e e v e r s i o n s of t h i s t a p e s t r y a re k n o w n . T h e o n e i n t h e Uf f i z i is i l l u s t r a t e d b y Monbeig-Goguel, 
o p . c i t . (see n. 1), f ig. 14. 
24 Harprath, o p . c i t . (see n. 1), p . 160, fig. 1; E. Hoffmann ( A S z e p m i i v e s z e t i M u z e u m : N e h a n y O l a s z 
R a j z a r o l , i n : S z e p m i i v e s z e t i M u z e u m E v k o n y v e i , I V , 1924 -1926 [1927] . P- I 2 4 a n d fig- 6 ) . r e l a t e d 
t o t h e Pie/a a d r a w i n g p r e s e r v e d in t h e B u d a p e s t M u s e u m . A s a l r e a d y p o i n t e d o u t b y H. Buss-
mann ( Y o r z e i c h n u n g e n F r a n c e s c o S a l v i a t i s . S t u d i e n z u m z e i c h n e r i s c h e n VVerk des K u n s t l e r s , 
D i ss . F r e i e U n i v e r s i t a t B e r l i n 1969, p . 132, n o t e 42) i t is n o t p o s s i b l e t o g i v e a s t y l i s t i c j u d g e m e n t 
t h r o u g h a feeb le p h o t o g r a p h . 
25 Bussmann, op . c i t . (see n. 24), p . 5 0 ; C. Monbeig-Goguel (Musee d u L o u v r e . I n v e n t a i r e g e n e r a l des 
dess ins i t a l i ens — I ) : Y a s a r i et s o n t e m p s , P a r i s 1972, p . 133, fig. 156. 
26 Mo>ibeig-Goguel, o p . c i t . (see n. 25) p p . 131 -133 , fig. 154. 
27 Monbeig-Gonguel ( i b i d e m ) g i ves t h e s a m e d a t e a n d c o n n e c t s t h e s o l d i e r i n a n i c h e w i t h o n e of t h e 
a l legor ica l f igures p a i n t e d b y S a l v i a t i b o t h i n t h e P a l a z z o Y e c c h i o a n d in t h e P a l a z z o F a r n e s e . 
S a l v i a t i d e c o r a t e d t h e Sa l a d e l l ' l ' d i e n z a of C o s i m o I b e t w e e n O c t o b e r 1543 a n d 1547-8 . A c c o r d i n g 
t o D o n i (Anton Francesco Doni, L e t t e r e , F l o r e n c e 1547, p p . 6 8 - 9 ) t h e s e f rescoes were u n f i n i s h -
ed in 1547 (see J. Fletcher, F r a n c e s c o S a l v i a t i a n d R e m i g i o F i o r e n t i n o , i n : B u r l . M a g . , C X X I , 
p . 793, n o t e 10). T h e c y c l e f o r t h e F a r n e s e f a m i l y , w-hich h e l e f t u n f i n i s h e d , w a s o n e of h i s 
las t w o r k s . Cheney Hofmeister (op. c i t . see n. 1 ] ) ' p r o p o s e d t o d a t e t h e s t a r t i n g p o i n t i n t h e 
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P a l a z z o F a r n e s e 15.51-52, a n d Freedberg ( I , p . 335) e v e n c. 154Q. B o t h t h e s e h y p o t h e s e s m u s t 
b e r e j e c t e d . O n s t y l i s t i c g r o u n d s , o n e h a s t o p l a c e t h i s c y c l e b e t w e e n t h e e n d of t h e 1550s a n d 
1563. F r e e d b e r g (p. 3 3 5 ) h a d a l r e a d y n o t i c e d t h a t " t h e S a l a de i F a s t i F a r n e s i ... e n g a g e d S a l v i a t i 
... u n t i l h i s d e a t h i n 1 5 6 3 . " 
I t i s p o s s i b l e t o n o t i c e a s t y l i s t i c r e l a t i o n s h i p b e t w e e n t h e s e f rescoes a n d t h o s e p a i n t e d b y F r a n c e s c o 
i n t h e G r i f o n i C h a p e l i n S~ M a r c e l l o a l C o r s o i n R o m e . A s s u g g e s t e d b y B. Davidson ( E a r l y D r a w -
i n g s b y P e r i n o d e l V a g a , i n : M a s t e r D r a w i n g s , I , n°. 3, 1963, p . 7) S a l v i a t i w a s c o m m i s s i o n e d t o 
f r e s c o t h i s c h a p e l in t h e l a s t t w o y e a r s of h i s career . 
Mcmbeig-Goguel ( op . c i t . "see n. 2 5 I , p p . 131 -13) a l s o n o t i c e d t h e T i b a l d e s q u e c h a r a c t e r o f t h i s d r a w -
ing . T h e r e l a t i o n s h i p b e t w e e n t h e s e t w o a r t i s t s m u s t b e f u r t h e r e x p l o r e d , b e c a u s e i t is o n e of 
t h e c r u x e s o f t h e h i s t o r y of I t a l i a n a r t d u r i n g t h e s e c o n d ha l f o f t h e X V I c e n t u r y . A n i n f l u e n c e 
o f t h e o l d e r p a i n t e r o n T i b a l d i w o u l d s e e m m o r e p l a u s i b l e , b u t t h e l a t t e r w a s o n e of t h e m o s t 
g i f t e d a r t i s t s o f t h e s e c o n d h a l f o f t h e c e n t u r y . P e l l e g r i n o w a s a l r e a d y a m a t u r e a r t i s t a t t h i s 
t i m e , a n d w e c a n n o t d i s c a r d t h e h y p o t h e s i s of a m u t u a l e x c h a n g e , o r e v e n of a n i n f l u e n c e o f t h e 
y o u n g e r a r t i s t o n S a l v i a t i . A f t e r a l l , T i b a l d i w a s t h e a r t i s t i c he i r of d e l Y a g a ' s l a s t w o r k , t h e Sa l a 
P a o l i n a i n t h e C a s t e l S a n t ' A n g e l o , w h e r e P e r i n o a n d P e l l e g r i n o r e a l i z e d t h e h a p p y a l l i a n c e o f K a -
f a e l e s q u e ' sprezzatura ' a n d M i c h e l a n g i o l e s q u e ' terribilita '. H o w e v e r , 1 t h i n k t h a t t h e ro le p l a y e d 
b y T i b a l d i i n t h e S a l a P a o l i n a h a s b e e n o v e r r a t e d . F o r a n a n a l y s i s of t h e r e l a t i o n s c h i p b e t w e e n P e r i n o , 
T i b a l d i , a n d S i c i o l a n t e see m y P h . D . t h e s i s : T h e A r t i s t i c P a t r o n a g e of P o p e J u l i u s 111 ( 1 5 5 0 - 5 5 ) . 
P r o f a n e I m a g e r y a n d B u i l d i n g s f o r t h e D e l M o n t e F a m i l y i n H o m e . C o u r t a u l d I n s t i t u t e of A r t ( t o b e 
d i s c u s s e d i n 1982) . S e e n o w F. M. Aliberti Gaudioso a n d E. Gaudioso. (Hi a f f r e s c h i d i P a o l o 111 
a C a s t e l S a n t ' A n g e l o ( e x h i b i t i o n c a t . ) , R o m e 1 6 t h N o v . I 9 8 i - 3 i t h J a n . 1982. 
T h e o n l y d r a w i n g s p e c i f i c a l l y r e l a t e d t o t h i s c y c l e c o n c e r n s o n e of t h e s m a l l R iec i i m p r e s e r u n n i n g 
u n d e r t h e m a i n f r e s c o e s ( U f f i z i ; 6 1 4 F ; see Bussmann, o p . c i t . see n. 24] , p . Go). 
Vasari-Milanesi, A T I , p . 20. T h e t h r e e M a r i e s a r e t h r e e a n g e l s . I t is w o r t h n o t i n g t h a t t h e a d v e r b 
' ultimamente ' c a n n o t b e r e a d a s • r e c e n t l y '. S a l v i a t i d i e d i n 1563 a n d Y a s a r i p u b l i s h e d t h e s e c o n d 
e d i t i o n o f h i s Vite i n 1568. T h e r e f o r e ' ultimamente ' i n t h i s ca se m u s t b e i n t e r p r e t e d as ' finally'. 
Y a s a r i ' s p a s s a g e s i m p l y " t e l l s u s t h a t t h e a l t a r p i e c e w a s t h e l a s t w o r k e x e c u t e d in t h e c h a p e l . 
A l l t h e s c h o l a r s agree . O n l v Lohninger (op . c i t . [see n o t e T , p . 95) i d e n t i f i e d C h a r i t y a s L o v e 
b e c a u s e , a c c o r d i n g t o h i m , '" b e s i d e (St . J o h n t h e A l m o n e r ) D o v e is s y m b o l i z e d t h r o u g h a m o t h e r 
w i t h h e r s o n s " (!). 
A l r e a d y Lohninger ( op . c i t . r see n . 1', p . 95) e m e n d e d Y a s a r i , b u t b o t h Schmidlin (op . c i t . [see 
n . i l , p . 240) a n d Cheney Hofmeister ( op . c i t . ["see n . F , p . 227 -237) i d e n t i f i e d t h e s a i n t a s S t . 
G e o r g e . T h r e e c o n s i d e r a t i o n s s e e m t o r e j e c t t h i s h y p o t h e s i s : t h e r e is n o t r a c e of a d r a g o n , t h e 
s p e a r i s n o t b r o k e n , finally t h e s t a n d a r d is n o t d e c o r a t e d w i t h a cross . I n s t e a d St . M a u r i t i u s is 
o f t e n r e p r e s e n t e d a s h o l d i n g a l a n c e w h i c h s u p p o r t s a b a n n e r , l e a n i n g o n a s h i e l d , j u s t a s i n t h e 
•Markgrafen' C h a p e l (see Louis Reau, I c o n o g r a p h i e d e l ' A r t C h r e t i e n , P a n s 1 9 5 5 - 1 9 5 9 , P a r t I I I , 
Y o l . I I , p p . 9 3 5 - 9 3 9 ) . S t . M a u r i t i u s is u s u a l l y c r o w n e d ; t h e o b j e c t , h e a v i l y r e p a i n t e d , o n w h i c h 
t h e s a i n t r e s t s l i i s r i g h t f o o t , a p p e a r s t o b e a c r o w n . M o r e o v e r , w e m u s t r e m e m b e r t h a t St . M a u -
r i t i u s w a s t h e p a t r o n s a i n t of M a g d e b u r g C a t h e d r a l . 
N o t w i t h s t a n d i n g t h i s c l e a r e v i d e n c e , Schmidlin ( op . c i t . "see n . 1 \ p . 240) t h o u g h t he r e p r e s e n t e d 
S t . A l b e r t M a g n u s . S c h m i d l i n w a s f o l l o w e d b y L o h n i n g e r , ( op . c i t . see n . 1 , p. 05) , a n d b y hnopp 
Hansmann, o p . c i t . (see n . 1) p . 4 9 ; Cheney Hofmeister ( op . c i t . see n. 1 , p . 2 2 7 - 2 3 7 ) j u s t l y w e n t 
b a c k t o Y a s a r i a n d n o t i c e d t h a t t h e a l l egor i ca l figure t r a m p l e d d o w n b y t h e s a i n t is n o t L o g i c , b u t 
a f e m a l e d e v i l . 
S t . A l b e r t i s o f t e n r e p r e s e n t e d a s t r e a d i n g o n a c h a i n e d d e v i l s ince h e w a s i n v o k e d t o f ree t h o s e 
p o s s e s s e d b v t h e d e v i l . T h e i c o n o g r a p h i e c h o i c e o f S t . A l b e r t a n d St . J o h n t h e A l m o n e r w a s d e -
t e r m i n e d b y t h e f a c t t h a t t h e y c o u l d r e p r e s e n t a t t h e s a m e t i m e b o t h t h e n a m e of t h e p a t r o n a n d 
t h e f u n c t i o n s of t h e h o s p i t a l o f S. M a r i a d e l l ' A n i m a : c h a r i t y a n d a s s i s t a n c e . 
See Schmidlin, Cheney Hofmeister, Knopp Hansmann. Lohninger i d e n t i f i e d h e r as W i s d o m ; c f r . n o t e 32. 
T h e t o r t o i s e i n r e l i g i o u s a r t is a n e m b l e m of m a r r i a g e (see K. A. Wirth, s v . ' F h e ' , i n : R D K , 
I Y co l . 781 ) . I t is w o r t h m e n t i o n i n g t h a t St . A l b e r t w a s t h e p a t r o n of ch i ld l ess m a r r i a g e s . I n Le-
gate RipaS { I c o n o l o g i a ' (ed. G . Z a r a t i n o C a s t e l l i n i , P a d u a 1625, p p . 5 .5«-54°) P u d e n c y is a v e i l e d 
g i r l , h o l d i n g i n h e r r i g h t h a n d a l i l v ( w h i c h is a l s o t h e a t t r i b u t e o l S t . A l b e r t ) , a n d r e s t i n g h e r 
r i g h t f o o t o n a t o r t o i s e : " Y N A g i o u a n e t t a v e s t i t a d i b i a n c o , i n t e s t a h a b b i a v n v e l o de l l i s t e s s o 
c o l o r e , c h e l e c u o p r a la f a c c i a f m o a l i a c i n t a , c o n la d e s t r a m a n o t e n g h i v n g i g h o p a r . m e n t e b i a n c o , 
& s o t t o i l p i e d e c lestro u n a t e s t u g g m e . ... S o t t o a l d e s t r o p i e d e t i e n e la t e s t u g g i n e , pe r d i i n o s t r a r e , 
c h e le d o n n e p u b l i c h e d e u o n o s t a r e a s s i d u e ne l l e ca se l o ro c o m e f a la t a r t a r u c a I us shores that in the 
language of the Italian Renaissance ' tortoise ' and ' turtle ' were equivalent ne l l a sua c a s a ( a t a l e 
d a l l a n a t u r a , p e n s i e r o d i F i d i a in q u e l l a sua s t a t u a , p e r c i o c h e ' l n o m e , tk la p e r s o n a d v n a d o n n a 
d a b e n e n o n b i s o g n a c h e esca de l l e m u r a d i casa . S e n t e n z a d i T u c i d u l e p r e s s o P l u t a r c o , d e c u n s 
M u l i e r i b u s P r o b a e m u l i e r i s n o m e n i t k l e m ac c o r p u s d o m e s t i c i s p a n e t i b u s c o n t m e n o p o r t e t . 
T h i s d e s c r i p t i o n is o f t h e g r e a t e s t i n t e r e s t b e c a u s e it s h o w s t h e t r a n s f o r m a t i o n ot a p a g a n i m a g e 
i n t o a r e l i g i o u s one . T h e t o r t o i s e , o n c e t h e s y m b o l of D o m e s t i c V e n u s , h a s n o w b e c o m e t h e s y m b o l 
o f P u d e n c y P l u t a r c h in h i s ' C o n j u g a l i a p r a e c e p t a ' i n d i c a t e s t h e t o r t o i s e a s a n a t t r i b u t e o i D o m e s t i c 
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V e n u s b e c a u s e i t w a s t h e a t t r i b u t e of t h e V e n u s s c u l p t e d b y P h i d i a s . I t s y m b o l i z e s t h e t a s k o f 
w o m e n t h a t is, a c c o r d i n g t o P l u t a r c h , t o s t a y a t h o m e a n d t o h o l d t h e i r t o n g u e s . O n e m u s t b e a r 
i n m i n d t h a t a c c o r d i n g t o P l i n y i t w a s t h e t u r t l e t h a t h a s n o t o n g u e : " T e s t u d i m m a r m a e l i n g u a 
n u l l a " (Pliny the Elder, Natur'alis historia, B o o k X I , c h a p t e r L X V I I I , p a r a g r a p h 180, ed . b y H. 
Rackham T h e L o e b C l a s s i c a l L i b r a r y , L o n d o n - C a m b r i d g e / M a s s . , V o l I I I , 1940, p . 544) . 
I n Andrea A/ciati's ' Emblematum libellus ', ( P a r i s 1535 , p . 106) t h e r e i s a w o o d c u t o f D o m e s t i c V e -
n u s e x e c u t e d a c c o r d i n g t o P l u t a r c h ' s d e s c r i p t i o n of t h e s t a t u e b y P h i d i a s . 
T h e ' C o n i u g a l i a p r a e c e p t a ' w e r e w e l l k n o w n i n I t a l y d u r i n g t h e R e n a i s s a n c e . T h e y w e r e t r a n s l a t -
e d i n t o I t a l i a n b y M a r c ' A n t o n i o G a n d i n o (Ammaestramenti Matrimoniali di Plutarco Filosofo &-
Historico Eccelleniissimo. Xuovamente tradotti in lingua Italiana da Marc'Antonio Gandino, V e n i c e 
1586 p . 9 ) : " F i d i a s c o l p i l a V e n e r e d e g l i E l e i s o p r a d e v n a t e s t u d i n e s i g n i f i c a r v o l e n d o , c h e ' l d e b i t o 
d e l l a ' d o n n a era d i s t a r s i i n c a s a , e t a c e r e " . F r o m h i s p r e f a c e w e k n o w t h a t i t w a s p r e v i o u s l y t r a n s l a t -
ed b y G i o v a n n i T a r c a g n o t a . 
3S T h i s m a t c h e s t h e n e w s t r a n s m i t t e d b y B r u t i u s ( q u o t e d b y Lohninger, o p . c i t . [see n . 1] , p . 95 . 
n o t e 2 ) : " D u o h i e t u m u l i , q u i b u s c o n d i t i f a m i l i a r e s d u o C a r d i n a l i s B r a n d e b u r g e n s e l e c t o n s , c u m 
s u i s i m a g i n i b u s " . I n f a c t , L e m m e k e n d o e s n o t s e e m t o h a v e b e e n a " f a m i l i a r " o f t h e C a r d i n a l . 
RIASSUSTO 
In questo articolo si pubblicano i document! conservati presso l'archivio di S. Maria del-
l'Anima a Roma concernenti la cappella dei Margravi affrescata da Francesco Salviati. 
Oltre ad illustrare le tormentate vicende che accompagnano questa commissione, essi 
ci permettono di datare con precisione la fine dei lavori: 13 agosto 1550. Segue una discus-
sione dei disegni che possono essere messi in rapporto con quest'opera, e l'analisi dell'ico-
nografia richiesta dal committente Giovanni Alberto di Brandeburgo e dal suo agente a 
Roma Quirinus Galler. 
P h o t o C r e d i t s : 
Gabinetto Fotografico Xaz., Rome: Figs. 1-5, 7, 9, 10. - Documentation photographique de la Reunion 
des musees nat., Paris: Figs. 6, <S. 
